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SILVER JUBILEE 


THE JEWEL IN BOMBAY S 




ARTISTIC CROWN 







The Hall of Fame 


Silver Jubilee 


As the Pharaohs of Egypt, the 
Greeks of 


cultural 


hegemony for 
and also 


North 


antiquity, the Parisians 
the Napoleonic era, had 

architectural standards 

times, so too the ci 


Bombay 

of their Sr a ' i , n,e ° ratlon in the cultural 

citizens of North Thorsten Veblen COr,, ' ,med 

stamped the seal of their i 
genius on 

skyline of Matunga, by construc- 
ting the now famous Shanmukha- 
nanda Hall. 


set the 


9 S 


belie 




f 


in an i 


inscrutable 
preternatural i 


lusical 


piopensity or 

interposition in 


urban 




the 


sequence of events". 


Tryst with Desti 


/ • 


re is frozen 
music , said the famous Prof. A.N. 

Whitehead 


iny 


s 


ambitions 


(collaborator of Lord were placed i 


in the stellar orbit i 


Bertrand Russell). 




1 S48, with 


And indeed. 


a stunning leap into 


since the 


Hall was inaugurated 
22nd August 1 963, by Mrs. Pandit 


celebrity by 


on 


ius 

9 


Kamala, and oiher 


great artists in 


some of the 


greatest music has that epochal 

mukha" put it in 
of April 1 975 .- 


year 

its very first i 


As ‘'Shan- 


been frozen within 


its walls. 


issue 


A TempJe 


For over 25 


2 . 


As you 


wi 


years, 

energies of 


Trom the 
on the 


picture of the Hall printer; 
cover page, it does 


resemble a 

■Quite fortuitously of course 


per- 


sons from 


every cross-section 
of cosmopolitan Bombay 


e 


with Lord Muruga 


were 

towards 


• top, guiding 

surge 


making the Sabha 


of dance / drama and 


a strong 

instrument of national integra- 
tion and culture and erecting 
splendid auditorium com* 

vith all amenities 

grace, both the objects 


music 


\ 


ow 


Him, day after day. 


fter 


ci 


month, year after 


year. 




' TO 


music by 

words 


s 


music 

since 


t f 


were 


« 

its 


has led to the establishment of 


a 


■ 


b) Its acoustic 

tifically designed, has won 


I 


built in a day. 

of the stupendous 


•'Rome was not 

The story l 


from the likes of 


acclaim 


Sabha is a tale 


Yehudi 


Mehta 
Menuhin, who are 


i 


fortunes, of li 


of fluctuating 

and shadows, hopes 
that sense of mission 

and unfaltering 


* # ■ 


excitement 




j 


membership of 6000 

is a 


c) Its 


impelled those who were concer 

that great task. Their 


(six 


not to speak of 


ned in 

number is legion 








9 




* 


f f 


list of would 






* 


the waiting 
be members of 2000/ 






Their valiant efforts are aptly 


the only cultural 


d) It is 

organisation 


m 


emote : 


■ 






dimensional in activities 


b uiriririr uSGisir sstrif, 

& 6 QBT & & IT (T , 

<sff (off ir li" 


Qlduj qj (5 ($ $> 


such as a Medical Centre 


/< 


i 


a Sangeetha Vidyalaya 




a 


t 


srsL/OaLiaf/r u-jLb 

$®.(LpLb 


Journal that has won inter 


for 


national reputation 












maintaining the highest 
cultural standards. 


■ 






Beauty is 
excellence. 




air-conditioned 
accommodation to visiting 






r 




i 


t 


Its Uniqueness 




artists to stay in 


i 




* 




1 


t 


Fine Tributes 


4, The Sabha can claim 






■ # 


r i 


ii 


At the end of this article we 


4 


5. 






present the orginals of the opinions 

renown 












a) It is the largest Hall in 


of leaders of world wide 


I 




r 






i 


about their appreciation of the 

These are 




! 


* 


the u 




indication 

it enjoys tne benedic- 
tions of gods and god-men. 


ed seats affording 


great Sabha 


an 


9 




comfort 


and fully 




* 


air- 


r 






i 








2 




























tees propose 1o mobilise ii : unds to 
the extent of Rs. 25-30 lakhs for 


Silver Jubilee Celebrations 

1988— 89 




creating a nucleus for Hospital 


it has been decided Project. 


6 . 




Naturally, 


1 


m 


to celebrate this grand occasion in 


Wide Spectrum Activities 

well as the 7. In the ensuing pages, the 
Sabha's potential for the future, reader will find evidence of the 
The Sabha will be celebrating the scale and nature of the wide ran- 

HANMU- ging activities of the Sabha-e g. in 

the list of winners of the numerous 


befits the past 


a manner that 

achievements as 


I 




Silver Jubilee of the 
KHANANDA HALL 


for a year 


i r 


22nd August competitions conducted by the 


commencing rom 


J 




for the Jubilee Year Sabha, its Medical 


f 




ing activities (indicating that culture 


feast of Music 


is a rich cultural 


need not function in a vacuum but 


(Carnatic & Hindusthani), Dance, 
Drama, Harikatha, etc., by top-ran- 

artistes, every I 

August 1988 to July 1988. (These 
performances are offered o mem 
bers against their monthly subscrip- 


could well co-exist with satisfac 
month from li° n of social needs like health). 






Much the most remarkable of 

the aspects of its Sangitha Vidya- 
laya is the importance given to the 


8 . 










except the Drama 








val). Seminars & Lecture Demonst- 
rations on the above 
Exhibitions of Photographs -the 
Sabha down memory lane 


music. Dozens of 
learning Hindusthani music at 

hands of that capable maestro 
Shri Kartik Kumar, the 
disciple of Pandit Ravishankar and 

now a maestro in 


are 


* t 


on Stamps" and 'Musical instru- 
ments' plus a 

Commemoration Number' are also giving sitar recitals in the north, 
on the cards. The grand finale of 

these Jubilee Celebrations will be 
Festival of Music, Dance and 


il 


research-oriented 


own 


9 




i 


Kartik's personality f as attracted a 




large number of students of both 

but what is still more remar- 




* 


Drama in August 1 


long standing are 


In conjunction with the Jubilee and they admit that their first love 

anaging actually helps them to master the 


the 


A 


celebrations. 

Committee and the Board of Trus- 


new instrument! 


3 



An Achievement 


due to the Managing 


Committee, the Trustees and those 


who are in charge of the Medical 


of many musicians and 

Mini-Hall of 

constructed on the second floor 


in 


Centre the Sangitha Vidyalaya, the 


the 


Journal ''SHANMUKHA" etc. They 
have rendered continuous service 

I for years and 

years. Posterity will surely salute 


(fully air-conditioned), a score 


with unabated 




Sita: trainees 


the merit of 


unique programme, 


this fine band of selfless workers. 


which was the perfect synchronisa- 


many of whom are well stationed 


and the accuracy of the pla- 


tion 


in life, could afford to spend the 

posh clubs and 

the beaches, but in 

■ 


This 1 


evenings in 
Sundays on 


only a feather in the 
Sabha's cap but a true compliment 


was not 


stead choose to give all their spare 


to Prof. Kartik Kumar’s faith in his 


time wholly and unselfishly to the 
maintenance and betterment of the 


students. His faith was 


vindicated on that day. The picture 


Sabha's expanding activities. 


group in action 


are of course helped by a compe- 
tent, well 


paid staff, among whom 


IN/lini-Auditorium 


anager is the seniormost. 


the 


Finally, a word about the Mini- 

Auditorium, 
it is an addition to the many use- 


9 . 


A key to the success of the 
institution is perhaps the fact that 


As its name indicates 


tained and run at not inconsidera- Small wonder then that, when 

It is very useful for appealed the great leaders of 


ble cost. 


business? and industry, of Bombay 


flattering alacrity. The 


with 


artists, seminars and symposiums 
and also for arranging music perfor- 
mances by young and up-coming famed auditorium 
artists, for whom the main audi- 


Shanmukhananda Sabha and its 


are the spar- 


khing jewels in the cultural 


rn 


torium may be frighteningly large. 


of urbs prima indis. 


A Selfless Band 

Thus, the Sabha's 
proceed on a wide front. 


This Silver Jubilee can 
a watersheds its history. 

editor 


activities 





concert of 


of my 


Happy memories 

25th June 1969. 


8. YEHUDI MENUHIN 


shows almost all over 


KISHORE KUMAR * 


9. 


abroad but my shows in 
Hall, I feel, gave me great 

I have 


well as 

Shanmukhananda 
pleasure 

performed more 
I wish the l_ 
Bombay should be 


as 


and inspired me to my best 




i than 25 shows at this 
best for this unique Hall of which 


These are my first concerts 


10. JOHN B. HIGGINS : 


have the words t0 


audiences aud I do not 
express my pleasure and appreciation. Thanks 
again for the honour of performing for sue 


discerning listeners in a superb Hall - the best 
in which I have [performed. 


(East or West) 


1971 


11. GKSUNDARAM: 
Lakshmi Mills Co. Ltd., 
Coimbatore 


This is one of fhe best auditoriums in Bombay 

convenient. The 


are comfortable 
efforts of the South Indian communi / are 


spirit of 


It adds to their 


commendable 

service. 


12. LALCHAND HIRACHAND : It 


is a pleasure to visit the 


institution by 
, particularly 


Hall, which has become an 


itself for cultural programmes 
music in all its aspects. 


13. VILAYATKHAN : 


Music cannot be subjective only, when one 

for music lovers. It achieves an 

And a Hall like the 




m 


is verily a joy to play in-to 


i 


play for myself and to play for others. 


14. DILIP KUMAR: 


t 


A pleasure, 


a treat and above all, a great 


I 


Community Centre-that's what Shanmukha- 


nanda Hall has always 
could be said but there 




to me-more 
more to 


is 


6 


15. AUSTRIAN AMBASSADOR* i 


am happy to see that in India, as in Austriar 


the fine arts are considered 


to be amon 


the most important things in human life. 


16. 


A. K. GOPALAN, M. P.: 


This is the finest hall not only in Bombay but 


India as a whole 


I doubt whether a Hall of 
this nature with all conveniences, not only for 
conferences but dramas and other cultural 


1 


performances exists anywhere in India 
congratulate those who are responsible for 
erecting such a fine Hall. 




m 


17. 


B. T. RANADIVE 
JYOTI BASU 
P. RAMAMURTHY : 


The third conference of CITU was held in the 


Shanmukhananda Hall, the biggest in 
which can accomodate such a large number of 


I 


r 


tics and other conveniences were 


18. SWAM I C HINMAYA- 


The Reception would not have bee 


NANDhA : 


without such a splendid Hall. 


19. 


I am delighted to be here today in th 
Centre of the Arts. 


great 


(Neuro-Surgeon) : 


great pleasure 


in visiting this unique Centre of fine 


arts and 
ing greatness in the field of 


* 


music 


* 


It is also 


service, 
about the unique services 


a great pleasure to learn 


rendered by the 
associated with the Sabha 


Medical Centre 


20 . 


Dr. ZUBIN MEHTA 


Thank you for all of us at the New 

Philharmonic-S hanmukhanar.da 
Caretakers. 


■fork 
Hall and its 


14 


anicijng) : 




* 


"B 


k'*DLDlLjl—&l 
LD fJTOT ^ ! (5 


lo 


1 
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J 


* 




JF 


15. 


ST IT. «S! 

I I 
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m 




i 


i 


Q&(TL-d<S QplLJjb&StoUJ 


m 




\ 




P 


# 


tLjib wsserr 

(l S)T; 




4 


0J 


Guireo Q <£& [ptr &en , Qg>rr ySsc 




1 



(Sarfhsi) tlmrQtb &ir <aBfyt 

<aTIEJ(3> £H($UL3gg!Lh 

&j)Q)&3srr 


setr t 

Q a a i- 

8<§m&r. iM&w 

U63OTC/ 


■ 


SST (Qj 


&&o, &eorr# &n pw t 


L0fpdb<3ilItJiS\} g>dj&611 <flij ff ^i)v* 6tD<3> 


Guji i® $jir*Mt~/D 


Baovr <£ <$) & Q&fTGfaru.GUfT 


a rr lL ® so $ <so &8so ffiptE ypt 

y$ ®}GM(Lp&(! GN lE&fl 


sefffrs &jnyy$&i 


w 


<sfl Gfr tv (£)$ got jn&Tir. 


m 


1 


si ^&snouq gjgstjd 
^(3sj 7 siy©<®0ii) Wl/ITJI G IE IT <£ G & rr ® Qj&PGm 

®0l$. LD<£&8sfT 


J 


« 


m 


urr 


CQ&Gjdgst. 


curry)# 0$ uir pn 


m 


^esfum 


crib. g$. c^rr. 


<5T<b$l 3»5TU 


&3soujjt(ej 


* 


yjf 6WT QJ) a If GfT IB & (T 

Ouifl ^/tb <£ ®J if It & 'gj , 

u^LLiq 


icn. Gun, 


16. 


«■ 


# 


juiLDff cur 

LKTfT @ &8oO 
QsilLJGUGST WHJ<ofc [§^iS^ 


* 


n9 j?jr it < ssr i 


*■ 


CT 65T JT}I SjbuSodr Q&tugl 


■ D 


G5T. 


<5E 


^ ff (S3) 


# 


<ET> LJ u9 65T 


£>57 . 


uij pn 


1973 


17 . 


Q LJlfltU BoO ILI p fSJ <3>(T <5ST 


^BilutisBGgoGuj f5<Si'C0 
y# <Sl£ '53DT (Lp & JT GST (t fT 

QpUL&&uQu ji)JW QP&60 

Q&. CTero’’ [&rrL—a& (QySsBm is 


aBoOnjpifii&Lb 




1 


fhJihGff 


s 4 
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■j 




LD 


Big.' 


rrm 

l 8&& ffiflULtflM 


LDP ITL- ISj-lU LD 


LD. 


m 


UUJLlfT 


(LpanjvuSeo <s Sso in p fii <* $ <sm & lb 


m 


^sgjSii^i ^ql/Q au/r© ^u5/,£)0Lb 


UT—GOfTfi). 


^8* (J^* j 


<2 


m 


n 


<®* ®m Qpa it gst is (i & «nu on tu u u 

CT GUI 63T 

<sb» 

15^5 <y«3>L/<S0 CT <50T GUfTfji&i 0f. 
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19. 


«■ agrnifimiifi ; 

(s-rirgittnij &im 
Lj/TjiCjlfl) 


# 


fe 


» 


rr<® 


*3 A dR -/ 


j 


I 


UD^ari 


•9crr/R/0tb ^[ldixcdt mtb 


LD 


<sl 


®fl)UUQS>L.UJ 


1975 


Gim^i <sii/r <srr . 


a 


cate of 


in 


* 


By 


DR. S. SR1N1VASAN, Bombay 


firstly, the Hindu* 


may agree with them 
stani system emphasises the importance of a 


southerner drawn to 
i music exclusively, this writer 




Hindustani 


of a 


has had the dubious privilege 
outsider’s position in viewing the goings 

plenty of paradoxes and ing 


on. Carnatic system revels in oscillating, waver- 


econdly 


or quivering 
Hindustani system is more swara- 


notes. 


And one can 


dilemmas, pulls and counterpulls, agonies 
and anxieties 


while the Carnatic system is more 


, from this vantage seat ! This 

the convocation ad- 


Thirdly, the Carnatic system has 


oriented 


was also reflected in 

dress of a 
the country held recently in 


more 


of 


premier musical organisation 

Bombay, but 


whereas the 


elements of singing 


textual 


tern has been modified by 


more on that later. 


such a way that the 


Parsi-Irani influences in 
element of divinity has been eroded by a 


of the readers of these 
from the South, we may begin 

brief overview of the salient features 
f the Hindustani vis-a-vis Carnatic systems 
and then move on to how the 


most 


-or 


columns are 


with a 


The first point on the steadiness of 

forms the essence of v 

constitutes ihe very 


a note 


ilambit alap, which 


o 


> 


traditionally 


backbone of a 


in turn 


accepted hallmarks of the Hindustani system 
are facing 


cal classical Hindustani recital. 


typt 


problems of acceptance in today s 


if the 

and smooth. 


make an impact only 

immaculately pure 

item in any 


milieu and how the intel igemsia 


changing 
within the system retuse 


notes are 


or agree to react 


thus causing the state ol flux 


in 


to them. 


ion. vvnemer unrupuu or khayal, 

quality of the artiste’s riyaz or 
i and temperament is often judged 


rticle like this, one can only 


r* 


a 


a 


and the 
sadhakw 


aspects, but hopefully the attempt 


on a few 
is worthwhile. 


by his vilarabit. 
inc environment, classical Hindustani music 

m 

faces the danger of meeting its nemesis 






Essential differences 


where precisely it claims its 


an in 


t 


C 


Unlike a Carnatic recital in 


uniqueness. 

which an 

lively tempo, the Hindustani 

time to warm up. 
this may test the patience of an average 


of music from Gujarat 

the principal differen. 


ivor- 


connoisseur 


sity, has 

between the two systems on three major 

conveniently use them 


up 


0 


ces 


One wonders whether 


and we can 

points, although not every one 


premises 
as starting 




2 







but some of the reasons 


urban listener who is forever hard pressed 


be traced to the attributes of 


fereatial may 


. Remedies are being suggested o 


■ 


for time 


the two systems referred to earlier 


# 


■ 


# 


the basic tenets of the 


supporters oi classical Hindu- 
stani music today belong to 

The second point of swara dominance in income- 
Hindustani music is often boasted about by 
fanatics but this writer would submit that 

any good singer 

swara-conscious 

line he follows 

the lack of divinity element in contempo- 

Hindustani classical music is 


i' 


main 


* 


educated, employed strata o> urban 

the life style of 


society. The changes in 
these strata in the recent past, their access 

mode O' entertainment and 


# 


must be meticulously to alternative 


leisure activities and their 


irrespective of the discip- 
The third point regarding 


y 


classical music as 
anachronistic in 
have been 


# 


- 


* 


the root cause of their declining 


rary 

extracting its own price. 

often included as tail pieces in a Hindu- 


to classical music. 


su 


Almost universally, the 




share goes to the 


stani recital, the lion’s 


has been on the slowness of the art form. 


Kirtanam, has little 


Khayal which, unlike a 


This brings us to the convocation address 
mentioned at the outset. Its author. Dr 
Ambashankar Nagar, candidly admitted on 


offer for the spiritual satis* 


if anything to 
faction of the listener, who has to be trained 


m 


the abstract beauty ol 


enough to enjoy 
pure sware combinations. 




the Sur 






This in 


can 


Samsad that even for someone like him 


subject for 


* 


be a com 


belonging to the older 
becomes a 


4 


torture listening to the listless 


m 


ativi! ambit, while 


of artistes in 


* 


The above points are not brought out 
as complaints 

features around which a state of flux is 


singing 

everything else around him seems to be 


or negative observations but 


at letspeed. hJow there 


are two 


flying 

aspects to this problem ; slowness due to 
inconsiderate timewasting on 
the artiste and slowness that is a built-in 
aspect of melodic exploration 


as 


evolving in the system 




the part of 


The nature of flux 


fl 


crime in today’s environment 
sty e, but unfortunately resorted to by very 

those 


musicians and musicologists 


* 


Hindustani 


is a 


becoming aware of the alarmingly rapid 


are 


audience response to 


rate of decline in 


around that they can do what they want. 
The latter in contrast has aesthetic com* 

ponents which cannot be and should not 
be done away with, or else the very founda- 
tion of khayal singing would suffer. Happily. 

however, 

style and duration of this phase 
to suit changing times, thus, characterising 


classical music in the comparatively recent 
past. While the cause of th s malady has 
been broadly and 

i tr 

nosed as the evolution 

media of entertainment, especially 


perhaps correctly 


T 


trotiic 

television and the video, the general im- 


changes are being made 


in the 


is that Hindustani music has sut* 


* 


pression is 


in the process. 


fered more than Carnatic 


the state of flux. 


assumption may or may not be true 


This 


II 


teachers were seek! 


-deas, a few senior 


ng 


in the older styles ol vilam- 


For instance, in 

hit singing, 
ail that was allowed. 


i 


is 


to 


plain aakaar of eac 


no 


to lament the loss of gurukufavasa 


all line 


But today, one can 


really ask for a genuine 


but can any one 


of other 


hear pleasantly varying versions 
vowels and consonants 


of the ‘ bol ’ or the 


even if he wants 
sishya afford it ? Another 
panacea suggested to improve audi. 
response to classical music, namely, 

in the classical system 


Can the 
it? Or can the 


dash of ornamental sargam. 


lyric, with a 


frown on this, the 


While some purists may 
end result is often refreshingly breezy, yet 


major example of 
without disregard to gram- 


ence 

to train all audiences 


This is one 


unhurried, 
tempered flax. 

mar. entirely in the long-term interest of the 


very laudable ideal, but totally 


a 


practicable ! Music appreciation courses 


art form 


certainly needed to keep the system 


are 


Flux is also evident in swara-laya pro- 
portions. While there is no doubt that all 
music is a pleasing 
rhythm, the use of the latter element in 


going, but they cannot radically rejuvenate 


sagging art form, unless the latter itself 




blend of tone and 


halfway. One cannot expect to stay put 
and expect the rest of the world to change 
and meet one on one’s own terms. Such 
attitudes 


intelligent variations to add flavour to sing- 

iog is being encouraged, in a domain where 

the laya element always played a subsidiary 
role hitherto. 


oniy hasten the process of 

to the 


can 


This, however, 


is not every 


consigning classical Hindustani music 


iiodustani singer's fc 

the instrumentalists. 


limbo of forgotten things. 


but whosoever has 

, stands to 

gain by a new dimension of unusual 


the optimum mixture 


exercise of self-analysis and course 


correction is bound to be thankless and full 
of recriminations. 


Those who recommend 


scrutiny of the problem run the risk of being 

recom- 


The dilemma and the balance 


branded as heretics, and those who 


It is obvious that 


mend the status quo the risk of being la bet- 


as with any art form, 
music is going to 
contemporary milieu 


the relevance of classical 


led as ostriches 


be judged against the 


to achieve 


a golden mean, which of 


course 


oli values and 


is more easily said than done. No one, but 


With the latter 

ing ever more rapidly by the day, no onc * wan * s to throw away the baby with 
pulls and counterpulls will naturally emerge* the bathwater. No one wants to disturb the 
between those who want to experiment and 
those who want to conserve. 


norms. 


cal from the pop 

even a 


History has 
, however, that the future 


. No one wants a khayal 


us 


to 


semi -thumri, not to speak 


belon 

anticipate and not to th 
overtaken by events. 


s to those who 


of a ghazal. But like the proverbial willow 


can look ahead and 
Jose who wait to be 


that bends and survives with i 


let the khayal glow in its 


resplendent beauty, 


not 


In the same Corivocatio 


dated profiles, but 
by the myriad imaginations 


ri 


n as mentioned 

was pleading 

-worn 


as 


as the chief guest 


even 


of 


telligent champions who will 


for 


difficult times even if 


12 


i 


but more so in 


* 


slightly at the expense of a 


set true in 


a kirtana, a 


■ 


■■ 


notion of purity of form. 


un 


k 


» 


rigid contours, and 


khayal bandish lias no 


relies almost solely on the artiste’s visuali- 


No doubt there will be some casualties 


. One that is already well sation potential. 


accepted by all is the acoustic modification 
brought about by the microphone. Full 
throated aakaar has suffered in the bargain. 
This is no doubt a loss, but there have been 
gains to compensate, like i he ease on the 
ears of the, listener seated far away or the 


All in all, it is a happy augury today for 

general and 

a new 

generation of progressive looking artistes 


Hindustani classical music in 


khayal singing in particular 


the idea of making a living out 


of it as they 


larynx of the artiste after a couple of hours 


often have other means of livelihood, but 


of singing. 


f giving— and o> 


with the true intention o 


course receiving— satisfaction at the feet 
of the Goddess of Music through a process 


Gharana barriers are crumbling, 
ome decry this, th^re are thousands of 
others who welcome this natural outcome 


s 


of controlled variations of the norms set 


Short-term resistance to their 


long ago 


of a healthy interaction covering all aspects 
of our socio-cultural life, aided by a free- 

commumcation network. Even a 
guru cannot, and often does not, compel 

The 


# 


is clear that this 


is already well under way, 
is only going to infuse hope into a system 
that would otherwise languish. This genera- 
tion of performers is eagerly looking up to 


i 


disciple to imitate him in toto . 


his 


latter, being physically away from his guru 


the elders, not to be put down with 


most of the time due to other pressures of 
life, gets the inevitable exposure to other 

forms of artistic expression with their 
salutary effects on music making. This is 


a 


cynical jeer, but to be encouraged with a 


benevolent nod or a magnanimous pat on 
the back, which it richly deserves. 


A 


V 
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Tyagaraja - poet of Epic proportions 


By 


M. K. CHUBBY RAJ 


opine that Tyagaraja 


able and palpable; and (v) ADHYATH 


Some scholars 


they mean that he MIKA ARTHA 


was no poet. Perhaps 
did not scale the heights attained by the 

greatest poets. This is but partially true. 0 f noumenon from that of 
Yet it should not be 


or 




which transports the reader into 


the plane 


forgotten that with 


menon. 


Tyagaraja, devotion came first 
followed and poetry brought up the 
Addressing 

in tpaniko (Asaveri) of his fife’s mission 
and purpose: “True, Valmiki and other 

sages have sung your praise; their songs ,^ e mean * n § the 

may also be good 

appreciation of pious devotees; but how 

of you) be 
Therefore. to apply the 

time-worn rules to his ' 


music 




DHWANI 


rear. 


Rama, Tyagaraja himself sings 


f 


Euphony is ol the foremost import- 


ance in a MAHA KAVYA 


Poetry is not 


sound: and yet 


't is not merely sound but has 


and worthy of 


should have the power to attract and 
the hearer aud reader by 

sound. Also, 
to the 


an agreeable or 
it should leave 


can my yearning (to 

satisfied? 


i * 


the 


intelligence of the reader. 


Even a casual 

which 

out this 


that he was no poet is 




neitUer fair nor correct. 


a 


are all in metrical patterns brings 


A Maha Kavya 


1 here are exacting tests 
a MAHA KAVYA. If they 

the knti-s of Tyagaraja. it will be seen that 
his kriti-s, taken 

MAHA KAVYA and 


Though this 


are 


to 


only two are mentioned 


here. 


as a corpus, do constitute 
— 1 that Tygaraja 


a 


Vandanamu Raghunandana i 


con- 
among 


is a piece 


sequently takes his rightful 


set in the 


raga 

singing, a bare recitation of the 
cast a poetic spell 


Even without 


other great Telugu 


poets. 


kriti will 


us. Ela Nee Daya 


Pancha Bhootatv 


on 




Radu in Atana i 


is another example of rhy„ 


What is a MABA 


thmic charm. 


KAVYa? 


Examples 


A Kavya 

maha kavya 


which demon' 


to bear the title 


of a 

must have at least five elements 

Bhootatva) in it. They are: 

SABDHALaNKara 

K ATM AHjaai 


* 


s mastery over the choice 




i 


of words and the 


(Pane lui 

(0 DHWANI 

(euphony) 




a r e 




(ii) 


or a fable to tell; 

(W) A1TH1HAS1KA 

something ■ 


Katha 


artist r v; 

IP 

narration of 


or 


A MAHA KAVYA has 


necessarily to 
no need to grope for 


artha 

universally app]j 


or 


tell a 


There is 


ic- 


4 ( 




Tyagaraja ’s 


in 


kriti-s. They 


14 


abound in references to the incidents from 

iki Ramayana. His kritis them- or abnormal. Let us examine this aspect in 


pable. It should 


not be romantic, trivia! 


selves, arranged in proper order, would be 


a few of Thyagaraja’s kriti-s. 


“Tyagaraja Ramayana**. 


In Sukhi Evvaro (Kanada) he says the 


happy man is he who does not swerve from 


The third characteristic of 


a MAHA 
ce of diction 


ruth, w'ho is the servant of the world, and 


KAVYA is artistry. 


who does not distinguish 


diverse religions. 


and turns of expression Tyagaraj 




in 


Does this not evoke 


memories of Gandhiji 


abundance. He had the gift to reflect the 
images within him as a mirror 


in us? 


He 


at the same time economy 


He anticipated Leo Tolstoy 


when he 

sang Rukalu Padivelu (Desya Todi); in it 


words 


Not only can he alliterate, 


pun 


* 


3 


and allude but he also uses apt similes 


*< 


man, 


* 


even 

needed no more 


proverbs and doubles entendres. 


over a 
three cubit* of earth” 


Yati-s in his kriti-s 
in the works of Prabhanda Kavi 
and Nataka Kavi-s, 


are 


-s 


He asks : 


Will the dirt o inner droha 
vanchana disappear by daily dips in 


4£ 


in his kriti-s Yati-s do 


not generally come in the middle of the 




sentence nor in the middle of sabdhasama- 
samulu-s 


■ I 


he asks* “Who knows the 


true Bhakti 

margar — not those who, with conceited cle- 


After one sound has ended the 

* 


9 


new sound commences 


with a yati 


verness and pretended devotion, lisp that 


rasa and triprasa are common 


in bis kirti-s 


the world is an illusion? 




(Evaru Jeliyanu- 


* 


I f 


Tyagaraja's flights of poetic fancy 
remarkable. By themselves they would 


are 




♦ 


does the mother come to the baby ? Or 

the baby run to the mother?” (lana- 

i'his would inci- 
dentally bring to our mind Francis Thomp- 


41 


make his kriti-s worthy of detailed study. 


To illustrate this quality are 


Una (Asaveri), Brova Bharama (Bahudari) 

Manamuleda (Amir Kalyani), Sri Rama da - 
sadasoham 


* 


* 


(Kiranavali), Alakafal/a 


(Madhya mavati) 


truth universally applicable. 


are yet 


and Vachamagocharame (Kaikavasi) 


« 


other kriti-s like Buddhi Radu 


(Sankara- 


bharanam) and Ranidi Radu (Manirangu) 


Volumes can be written 
appeal his words have to 
sense 

further elaboration. 




replete with ever topical philosophical con 
cepts. Thousands of wise epigrams 
pithy aphorisms sparkle in his compositions 


aesthetic 


our 


constraint of space permits 


no 


like diamonde set in a jewel* 


Adhyathmika Artha 

Parabolic Abstraction is the hall 

of all great poetry. 


poetry by implication has to 


universally applicable and pal- 


In the Valmiki Rama- 
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T he word Bralimanandam in the 

pallavi of Endaro refers to a stage beyond 

Advaita. 


amu- 


yana, Sita is the A tma se 

Paramatma, Ravana represents 

'Uaracteristics, five posi- 


the Dasa 


In the charana starting with 


/ ndr/vas or the ten c 


tive fright) and five negative 


kara by hinting that the Way (true path) 

transce- 


only be reined successfully by 
under an A~shoka shade ! 




The 


and the Goal are the same. 


dental bliss of'union in separateness is indi* 

Charitram arid Prahlada Bhakti ca t e d in the charana commencing Ho ya lu - 

In the penultimate charana, Rama 

scri- 


Nowka 
Vi jay am are 
- (musical or 


meet a. 


two 


dance dramas) composed by 

The first is partly his own poe- 


is pointed out as the essence of 


all 


Tyagaraja. 


ptures. 


tic fancy and partly from the Bhagavata- 


It was written to emphasise the importance 


Like Jesus, who said “I am the son of 


of complete surrender unto God ( Ananyas - 


I belong to 
Sitamma 


cbintayantomam Gita, IX, 

When the Gopis 
proud and distanced themselves 

Krishna (Paramatma), darkness 
ped them, the boat in which they 

were disporting themselves developed leaks 
caused by the storm and rain. 

• they totally 


the lineage of Bodhisatvas”. in 


Tyagaraja sings that 


Mayamma 

for men like him, Sita and Rama are pare- 
nts while Lakshmaoa, Bharata, Aajaneya 
and others are brothers and relatives. 


surrendered themselves - 


Thus his kriti-s are filled with sublime 


saranagati - unto tha Lord, 
saved. 


were 


intimations of immortality, of adhyathmika 
artha 


lines and 


We read between the 


In the second musical play, Prahlada 


realise the quintessential truth. 


“Tyagaraja. placing himselt 


in tha position 

Narasi- 


of Prahlada, does not sing about 

mha but sings about Rama (and Hari) who 
came after Narasimha! The play^^^^^^l 


Maha - Kavi 


the intermingling of music 


itself is 

gnana vairagya 


a splendid depiction 


* *■ 


and poetry in Tyagaraja kriti-s, critics have 
given secondary importance to his poetry* 
One has to lift the veil of music to admire 


» r 


vunana sadbhakti. 


1 1 


Besides these two | lays 
abstractions of Prapatti ai 
Sad h inchine (Arabhi) 


and appreciate his poetry. A careful ex- 
amination of his eompositions 


ra 


and Endaro (Sri j 
In fact 


combine 


in ihc Sri 

captured 


to make great 


poetry, are all 


raga pancharatna, Tyagaraja has 
the form of the Divine in sound. 


present in 
truth, 


his kriti-s. 


Tyagaraja was 


i n 


a Kavi Chakravarti. 




Origin and Development of Todi Raga 


By 


Dr. GOWR1 KUPPUSWAMY, Mysore University. 

and 

Dr. M. HAR1HARAN, College of Music, Madurai 


Somanatha's Dhyana sloka for 


Persian airs and 
Todi. 


Todi Raga is as follows : 


one such was Turushka 


Kalita vipanchi vipine 


it 


lalita harina runambara harini 


dhavalanga raga rachana 


There is no doubt that Todi 
very ancient origin. 

Phrygian mode of Greek 
mention in the 
Brahma, Bharata and Hanu 


raga is of 
It corresDonds to the 


mridu vachana bhushita todi 


§ i 


music. It finds 
musical texts ascribed to 


Todi raga devatha is to be 
plated in the form of a young lovely damsel 
of green colour bewitchingly 
with the most attractive ornaments. Wea- 

, she is suiroun- 


contem- 


man, an pno 
to the dawn of the Christian era. In dif- 


ferent musical treatises 


ring a golden yellow dr 


red to under diverse names such 


ded by deer, 
usually at midday, 

shows a nymph standing in an open lands- 
cape in the brilliant sun clothed in a snow- 
white saree perfumed 
her hands she holds a Vina. 


* m 


As the raga is to be 


Turushka Todi, Todika, Chaya Todi 


the Ragini picture 


Shadja Grama 


correspon 

in mu 


modern Kharaharapriya 
chana represents Todi 


w 


with camphor. 


u 


sastra, Todi is considered 


as a Suddha 


As the musi- 


Raga. 


cian sings or plays Todi, he is required 
conjure up before the 


to 


audience this 


there is no mention 


at all 

B rihaddesi 


of this raga 
or Tulaja's San git a 


Matanga's 
Sar3mrita. 


in 


Origins 


In most 


Todi raga presumably de 
from a tune originally belonging 
Toda people who are of 

and perhaps still survive 


rives its name 

to the 


early works, Todi is invariably 
status of a Janya 


given the 
raga, being regarded 

of Panchama 

etc. Accor 


non-Aryan origin 


variously as a derivative 


in parts of Chotta 


Kannadagaula, Dipika, Vasantha 


the Nilgiris. Its name cha 
to Todika during the period preceding the 

invasion of India, but^^l 


ur 


u ding to Sangita Makaranda by Narada, i 




was called Troti under tne Mela Panchama 


Mohamm 


s Svaramelakalanidhi refers to 


f ^ 


i i f 


again under the Muslim rule 


came * 


i 


this raga as Turushka Todi 


and puts it 
According 
odi is a 


Amir Khusru, the court 


musician of Allau- 


nder the Mela Kannadagaula. 


u 


dm Khilji, (1 3th cent ) made 


a very mteres- 
introducing a number 


to Ragamela by Meshakarna 


ting innovation in 


raga (feminine) and a janya under 
the Mela Dipaka. 


if 




of melodies by 


crossing Indian ragas with 


Pundarika Vitthala also 


3 


\ / 





regards Todi as a Sthree raga but under Sitaramayya, so-called because of hi 

Narada's 

Samhita puts Todi under the Mela Vasan- 
tha and so does Damodara Misra Parsva- 

Samaya t Sara> 

Sam- 


s 


ir, 


of 


Raga. 


When the musician ran into financial 
culties. he could obtain a loan from 


diffj. 


the 


e^a, the author of Sangita 


money-lender only by pledging his favou- 
rite raga i.e. agreeing to a condition 
until the debt was discharged 


was the first to refer to ! odi 


as a 


that 


is scheme of 20 Ragangas. 


puma raga in 

He also mentions about the great popula- 
rity of Todi during his time as 
capable ol evoking the emotion of joy. 


he 


would 

When 
was 


not sing Todi before anyone 
the king came to 


else. 


raga 




know of this, he 


amused by the cuteness 


the 


money- 

lender and he not only paid ud the loan 


on Sitaramayya's behalf. 


but also 


rewai - 
is sense of 


Todi finds mention as 


a Mela raga ded the money-lender for hi 
or tha first time in Lochana's Raga Taran - 

gint forming the 2nd Mela in his scheme. 

Bhavabhhatta too, 

§ * 

Mela status and (his view is 


musical values. 


assigns to Todi 

shared by 


the 


i hus Todi has 


undergone many vicis- 


Somanatha in his Ragavibodha. 


situdes from the earliest 


In fact 


times to the 

to have 
( 12 th century) 

(15th 


he description of this Raga 


as found in 


It does not seem 

the been handled by Jayadeva r 
present day. and the Tallapakkam Comp 
ty are based cent.) Kshetragna 1 6th 

is raga as 

and Sangiha - ragas. 


I 


closely corresponds 


to 


and lakshya of the 


users 


i kmis of the Musical Trini 


cent.) has used 


on t ie characteristics of th 
pounded in Raga Vibodha 
chudamani . Although the idea 
the present system of 72 


•t rather spari 


ex- 


ngly compared to 


other 


t- attained its 

derlying larty at the time of the 


maximum popu- 
Trinity. i.e., 

Dikshitar 


Melakartas 


was 


araja, Muthuswami 
according to Syama Sastrigal 

has composed 21 


suggested by Venkatamakhi, 

his ^sampurna M 

ded only 19 Melas i 


and 


( 1 8th 


cent.). Tyagaraja 
songs. in this raga whicn 


elapaddhati, h 




1 1 he first 


instance* 

place. 

Venkatamakh; 


1 1 ' i U( h [ 1 iore 1 han his 


among which Todi did 


songs in any 


other 


not find 


a 


ruga. One of Tyagaraja' 


When his 


grandson Muddu 


s songs, in Todi 


enlarged and 


1 


perfected this 
deluded as the 8 th Mel 

Janatodi. 


system, it was 


stand- 


point of the aptness of the 


u under the 


use of this 


raga 
song 'Nadasu- 


f tht kriti. 


n rhe 5 i n g urn a 


In his Arabhi 
there occurs the ph 


Mitapuddhati 


« Govindacha 

forms the 8 th Mela but 

n Tamil 

ponds to V.larippalai 


rase ‘Vararagamu 


too Todi 


under the 


Tyagaraja 


Hanumatodi. 


compares 


system of r 
to Rama's bow. 
scheme of 72 

only 'vara 
I he first 

the lowest in the 


music. Todi 


superior ragas or r a k t i 
I Though 


corres- 


ragas 

yagaraja accepts 

speake of 


1 


melas, he 
as forming 


A very interest 

raga r«lates to 
>'s court in Tanjore 


or earliest 


mg anecdote 


raga in that system 


with Todi 


c 


unearned 

musicianl 

33 Todi 


or 


a 


w ■ 




at 


a swaras would 


flown 


ba Todi. 


When 

, the 


the earth with hi 


s 


IS 


end of the bow must have been the lower 
end. Todi is therefore the significant or 


An important feature 


i is that each gives a pictur 


songs in 




W 


appropriate raga for referring to Dhariush- 


of different facets of the raga with edupp 


u 


koti or the bow's end. 


in different swaras. Thus 


'Aragimpave* 


starts with 


Madhyasthayi 


'Varidhi niku' 


■ * 


*r 


'Kaiuna juda' 
Kaddanuvariki' 
’Jesinadelta 
'Dachukovalena 


Gandhara 


* t 


f * 




ma 


I # 


/ 


Panchama 


# I 


9* 


i 


■ 


*1 


/ # 


Koluvamaragada’ 


i 


Nishada 

Shadja 


* i 




'Tappi pradiki' 


1 1 


Like Tyagaraja, 


Muthuswami Dikshitar too, 
not so extensively 
in different swaras. 


of 


m 


in Todi raga, though 


In the case of Dikshitar s 
Thus : 


* 


has a different eduppu i 


‘Vedaranyesvara 
Sri Subrahamanyo ‘ 
Mahaganapafim' 

mam' 
'Dakshayani' 

'Ramachandraya' 

'Kamalambike' 


Adi 


f 


starts with 


1 arasthayi 




I 


Adi 


Gandhara 
Madhyam a 
Panchama 


# I 




* 


i 


i * 


% 1 


/ 


RuDaka 

* 

Rupaka 


9 


# 


f i 


MandraSthayi 

MadhyaSthayi 


Dhaivata 


f #• 


Dhaivata 

Nishada 


# * 


Eka 


i i 


it 


Syama Sastri has composed 


only two songs in Tod’ 


1 raga. 
with MadhyaSthayi 


Ninne Nammi nanu 
'Karuna nidhi' 


* 


1 


M. Chapu 


Panchama 


Adi 


t i 




t 9 


* 1 


5 




nal has composed 7 


1 


songs in Todi 


of 


these viz 


'Bharai 


* 


§ 


( Navaratri kriti). 


* t 


Mandharadha 
■Deva Deva mam 


I 


ra' and 'Samodam 
. 'Pankajaksha', 


i 


^■starl in Tara Sthayi Shadj 

Sarasijanabha' and 'Sri Ramachan- 


while the rest viz 




* f 


dra' start in 


Madhya Sthayi Shadja. 


At present Todi takes the 


notes of : 


Suddha 

Rishabha 

273 * 


Suddha 


ra na 


Suddha 

dhaivata 

409* 


Shadja 

256 * 


ra 


Panchama 

384* 


303 * 




* 




455* 


(* vibrational values) 
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This raga 


derived by observations on the Sonometer, 


These vibrations have been 

foj Shidja and Panchama which are 


immutable, notes on the scale which 




are all flat. 


i Bheda, Todi give rise to the following ragas if ail the 


Thiough the process of Srun 
6 notes are taken for Graha Bheda. 


Harikambodhi 

Natabhairavi 

Suddha bhavani with both Madhyama 

Sankarabharana 

Kharaharapriya 




Madhyama 


Dhaivata 


1 


Thus Todt raga can be rightly called 


Svara Murchchanakaraka Mela 


a 


raga. 


If only 5 notes (leaving Shadja and Panchama) 
get the following ragas 


are taken for sruti bheda , 


we 


* 


Ri-Ga-Ma-Da-Ni-Ri 

Ga-Ma-Oa-Ni-Ri-G 
Ma-Da-Ni-Ri-Ga-Ma 
Da-Ni-Rj-Ga-Ma-Da 

Ni-Ri-Ga-Ma-Da-N 


Mohana 

Madhyamavathi 

Hindolam 

Suddhasaveri 




# 


> 


dhanyasi 


m 


Todi is 


one of the Ghana 


ragas which ai 

sive raga alapanaand Tana, but also for niraval and 
agas for the exposition of 

in different 


gives unlimited scope not only for 

such it is one of the favourite 

for niraval 


exten- 


as 


Pallavi. 


The followi 


ng are highly apt passages 


compositions. 


itions 


Tambura cheko 


i t 


* 


paduchu 

uta bhakshanamulu'- 

- Jesinaddlfa 

■ Oach ukova/ena 


I I 


Saramaina Di 
Asa kannetri 


* i 


ivyannamu shadrasay 


f 


tmpave 


# 


nnnnela inchutaka 


paricharya nerpu 


» f 
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I 


(b) Muthuswami Dikshttar 6 compositions 

Sanka 

‘Balachandra sekhari bala paramesvari" 

Diksha santhushta manase dhinavana hasta sarase 


- Sri Krishnam Bhaja 


9 * 


chakra gada padma vana malam 


# * 


* 


it 


i * 


m 


Kama ks hi kancfoadalayatakshi" - Ninne namminanu 


it 


meet with 


Todi is a very versatile raga, all pervasive in its scope and as such we 
almost all types of compositions in this raga. The following are examples ; 


'Eranapai' by Patnam Subramanya Iyer 


Adi tala varna 


1 


* 


'Danike laguna' by Ponniah Piltai 


* 


5. Swarajati 

6. Devarnama 

7. Tarangam 


Rave 


'Jane bhuvana srushti by Narayane Tirtha 
'Kanna nivu' by Kshetragna 

Balumiyala balamani by Pattabhiramayya 
by Ramanathapuram Srinivasa Iyengar. 


f 


Thus i’odi raga has been one of the earliest ragas to be 
also mentioned in treatises on music, 
thirty compositions in this raga shows the popularity Todi raga had 
time. At present there are more than 300 compositions in this raga. 


in 


That Tyagaraja alone has composed 


more 

ttalnea by his 
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J 


Meia is the notion of an abstract group- 
ing of svara - s which 
for the classification of raga-s 

of the 


-s as possessing a 
form, kramarupa (R.V. 3 
own 


as the basis 


i 


* 


After the 


* 


decline 


grama concept which pre- 


elaborates hat meh-s are 


vailed in the jdti-murcchand age 


the basis on which 


J 


emerged as the principle of classifying the 


1 


melodies, fn this paper my effort would 


That is, a meia is an artificially ^created 
set of svara-s drawn from a number of 


be to present the concept of Mela as it was 
envisaged originally 
it gave place to 
classification later on. 


and to indicate how 


least some of them 


which share 


at 


Having created this theoretical 


in common. 


In doing so I would 


entity called meia, the rdga - 

built up are designated as its 
derivatives or jonya- s. Janya here does 


s from which 


attempt to clear 


an 


in mis- 
conceptions about the earlier me la system 
in other words, I would attempt to present 
it in the correct perspective 


ii 


T 


it has been 


s actually originate 


not mean that these rdga- 


m 


in the meia which is chronologically older 


We first observe the 


to them, but janya simply means that these 


rdga-s can be logically derived from the 


in the Svara 


me I akaldnidhi of Rainamatya (15^0 A D.) 


svara-s or meia and are there - 


another work 


of almost the same 


fore called its derivatives, 
abstraction conceived of purely for the 


Mela thus is an 


period 

to Raghunatha Navaka 
mation about an even earlier wot 


namely the Sangitasudhd attributed 




author in for- 


» 


the attributes of a concrete melody. Just a 


the 


s 


* 


which indi\ 

also seems to have made use of the dela- under a rdga, rdga- s 

However, it is only in in common can be grouped under a meia. 


V 


lual tunes 


c d looted together 


are 


1 1 




i 


which have intervals 


l 


the Ragavibcdha of Somanatha that we find 


pt of dga includes 


mu 


i ft of 

a set of 


besides a 


mything which 
t he term 


approaches a definition of 
Somanatha describe 


much eis-’ 


e q u c 1 1 o ' 


V 


n o t h i n 


more than 


meia is 


a 


n c 


at i he Inter-State 




s 


is 




I 


Music-Dance Festival and Conference held at Madras. 


:3 



the rule has been laid down that the 


oimeta further as 

krama- 


Elaborating his 


has to be called rsabha and the 


s vara 


states that they are 




gandhara , So, of the two posi- 


one 


meaning the arran 


0 


C? 


rupa- s, krama 


tions chosen, the first one should be referred 


svara-s in the 
inverted or haphazard). 


paheasruti-rsabha and the secon 


d one 


to as 


sad ha r ana- gandhara. R$abha and 


gdn- 

dhdra names cannot, be indiscrim inatelv 

-- 

assigned to the swj/'a-s between sad jo a-'d 
madhyama . Thus, in any given set of seven 


as 


collection o! 


Thus m c la represents 


a 


abstracted from rdga-s sharing 


svara - s 
them, and arranged in a 

order. 


regular ascending 


rsabha is by definition, the svara 


svara-s 
immediately higher in 


* 


to i 


and 




While this definition is quite 
equally fundamental and 
cion has been 


an 


svara next to rsabha. And 
is no possibility of anomalies 

safsruti-nrbha and 
suddha- gandhara as the second and third 


y 


hence there 




such as a 


of the 


too defines mela as the grouping 




seven svara-s 
madhyama % paheama 


j 1 


9 


svara - s arising or being conceived. (See 


t 


South Indian Music. Book IJT, pp. 40-41). 


He describes he construction of a mela 


After selecting one rsabha and one gan - 


from a theoretical starting point. He 




dhdra . one of the two madhyama - s has to be 

followed by paheama. 

Venkatamakhi refers to the four potential 
positions of dhaivata and nisada, of which 
two have to be chosen. As in the case of 


states 41 In the order take sadja first: Then 


out of the four svara - s (positions) situated 




next to §adja % take any two. 


Of these the 


preceding one is called fsabha and the 

which follows is called gandhara. Venkata- 
nrakhi is referring to the fo 

* potential svara - s that lie bet 
madhyama. Of these 


one 


a. the lower one is called 


ur positions of 


ween sadja and 


4,47cd-49c) 


any two are to be 


taKen for fixing the rsabha 
Whichever two 


From VenkatamakhTs 

§ 


ition we 
Firstly, a 


are taken, whether the first 
nod second, first and third 

third, etc., the lower 

ftabha and the higher 
as gandhara. 


three important points 




& 


or second and 


mela has to have all the seven 


i * 


s vara - s , 
paheama , dhai- 
Secondly, the kramarupo 
of the svara-s in the 


» 


as 


( s designated 
positions 


vat a and ni$ada 


Among the four 


or the arrangement 

order ol increasing pitch does not have to 
be separately slated 


between $a<jja and 
always bears the 
The second 


one 


n 


as the names r,sabha , 


one can be called either 


panca- 

the third 


xruti-wsabha 


a , themselves imply it. 
point we note is that there is no 

^ V - J . — 

mention of avaroha in connection with mela 
which 


f suddhci- gandhara 


9 


The third 


9 




can 


Mdhdrana- gandhara 
one name. 


or 


The fourth has 

Now 


1 


means that we 


are dealing, with a 


ontara- gandhara. 


even if 

positions were to be 
annot designate them 

$af>sru ti -r$abha rpt 


theoretical 


and thiid 


concept here, namely, the listing 


chosen, w 

gandhara 


of the seven 
and not with 

lug and desccndi 


svara - s in the ascending order, 
a practical notion of ascend- 


• » 


L 


•as .v 


i 


a n i i 


of melody* 


* 


24 


kdra emerging. These words occur fre- 


noted, namely, the 


The first point we 

condition or the incorporation of quently 




while the term mela occurs rarely 


Mela - 


s in a mela, makes it 


all the seven svara- 


karta literally means f maker of mela ' and 
meladhikara means 1 that which has a right 
over the mela *. The two terms are used 

almost 


clear that the term 


misnomer (see Book III, p. 49). 

One cannot 


coin the term asampurna- 


nela 




seem to 


by definition a mela has to have all 

it is easy 


since, 

the seven svara- s. 


were considered fit to confer 


> 


their names on the mela- s. 


enough to perceive how such a name came 
to be invented, 


meat seems to have resulted from the search 
for rdga-s which would reflect the 


In the early stages of the 


arrangements of the mela - s faithfully 


classifying certain rdga-s 


was created 


r 


that the latter may be 


it was given the 
name of the most prominent of these rdga-s 


svara-s in common 






O! after asampurnardga s, 
popular they may have been. 


i 


r 


But once 


(cf. S.M.fC. 4.2). 


r instance, 

most prominent of all the rdga-s 
taking all or some of the following .svara-s 


i 


el fort is afoot to make rdga 


was the 


stulates o i mela 


soon the 


v 


quite often we find 


i a 




the melakartd - s or meladhikara- s 


bein 


paheama , suddha-dhaivata 


suddha-madhyama , 


identified with their mela- s. 


At 


they are given a unique status apart from 


And so the mela 


rouped was given 


which these rdga-s were 




© 


the other janya-raga - s of the mela-s. 


the name Bhupdfa even 






development is 


apparent even from 


a 


it (see C. P. 5. 11 and 
4, 1 i 1-1 12). Bhupala-rdga was an asam- 
purna-rdga 




but that should not lead one to 


In the third chapter of the Sangraha - 




enumerates the 
the twenty-two sruti-s and the 




name Bhupdla, 
Similarly 


an asampurna mela * 
rdga gave its name 


names 


svara-s located on these positions. 




to its mela, and not its charac- 


takes seven 
vikni 


% 




and twenty-three 


teristics as a rdga. All mela s were given 
the names of the most prominent of their 

This explains why Venkatamakhi 
named only nineteen o< the seventy-two 
mela-s. these being the only mela - s which 




£ 


these he pro- 


svara-s. 


on 


to draw out a ‘ mela-prastdra 


1 


(P 


* 


in a hu 


a 


ikftt svara-s. The prastdra 
based on these, he states, results 
two melakartd - s * 


rti 


nine 


y 


the other fifty-three having no 


* 


J any a-s 


■ 




t 


rdga-s to classify. 


* 


running 

wfAmnai that he would enumerate the 


But in later works like 


l 


attempts were made to do away with the 


known 'seventy-two 


* 9 


s 


nomenclature of mela-s based on the names 


He begins the list with the 


na rnes 


of asampunia-janya 
we find the terms 


s. In the process 


* 


■ 


* 


take t he fuddha- 


s 


melakartd and me 


N* * 
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melakartd must have a 
and avaroha , that is all the 


or 


A 


The list consists of the names 

with Kosalam and 


sJtnpunia 

seven notes 

descending 

occur in the proper 


and 


must occur itt its ft 
scalar formula and they should 

order and not in vakra 




•I 


to describe 


Then he proceeds 
* or charcteristic of the 


a 


the 


. etc. 


« 


of or zigzag 


or 


I iae ‘ me !a-s 


Here he refers to them as 


-s include 

droltti 


connection it is interesting to see 


I etc.® The laksana 


fn this 


account of Rdga 


ot 


*s 


Subbarama Dik§itar 


(sampurtd) 


i 


While dealing 


and nydsa. 


raha , arhsa 


classification. 


avarohi, \ 

which is tl 

cribed re 
this entir 
me akarta-* 

discriminately 7 


is des- 
And in 




la of Kanakdmbari 


of Rdgavibhdga ( p. S 7 > he mentions 


subject 

class of raga - s 


me 


ardmg ail these aspects. 




ptioaf the seventy - two 


p. 8$) these are 


to him i S.S.P. 


descri 


According 




i\m term rnela too is 


in 


They are 

and mela-rdga- s. The rdgdnga- 
of different types, sampurna , 


tion of grama-rdga- s 


be having the concept janakardga - s 


G winda seems to 

of mela io mind when he takes the prakfO raga - s 

and draws out their sddava-sampti r na 


are 


and 


auduv a sampurna 


and v'krti svara - s 


do not vakra-sampurna . 


seventy-two prastara - s for raga - s 
result from prastara- s. 
to the laksana of 

i * 


When he comes 


He then gi es aa example of each variety , 

find that the concept of a janaka - 


me las have no 
the laksana of 

>■ 4 


speaking of rdga-s, since 
laksana-*. 


we 


has been derived. We saw two stages 


But while giving 


raga 


the 


metdihikdra or 
would dissociate them from other raga - s of 


t 


the mela-janyaraga system, and the mela- 

Now for the 


a janya nature, an 4 so he calls KanaKangi meladhikara-janya system, 
the nela of Kanaka nba f i. The melddlvkdra - 
rj*j Kiukriii i* n> longer considered as 


come across the janakardga- 


first time we 


The difference between 


janyaraga system, 
this new system and its forerunners is that 


ianya-rdg.i like Kanakdmbari, Having given 


its name to its me/a. 


it can no longer be 
eqmted in status to the other rdga-s of the 
mela. Thus the list of / 


now, for the first time, a raga is classified 


Although 


as the janya of another raga. 

is latent in Govinda’s 


janyaraga - s of a this development i 
mela doss not include the melddhikara 


s are given 


This is a big change from Vcnkataraakht’ 


s a 


status distinct from that of janyardga- s ( 


system in which even the most 


prominent Govinda himself considers 


mela alone as 
Nowhere in the entire 


raga of a group which give its name to the 


the parent body. 


m • ' 1 * : Q i 


» ’ 1 v j tnya like the other / 


^ mJ an ya section on 
raga-s. An t in the laksana gita-s 8 of the list 

rdga s, the distinction between melddhikdr 
and janya , is kept up. 


janyaraga - s (pp. 73-149), does he 


raga as the derivative of a 




kdra-rdga ; al 1 


considered 


janya-rdga-s are 




as derivatives o- mela- s. 


We had the conditions of mela 
sampuriyatd and kramardpa being i 
po rated as the lakscina-s of melakartd-rdgas. 


namely 

in cor- 1 1 


In the Sahgitasampraddyapradar&ini 


(p. 88 


proposes to 


give a fable of seventy-two janakardga- 


% 


26 


similarity in svara handling or phras. 


under each of the 72, the name of 

also, the latter taking the svara- 

sa ni dha pa ma ga 


see a 


and 


between such a janya and janaka-rdga 


s ing 


Thus although Mohana could be classified 


f ga ma pa dha ni 
sa in that order. 


sa 


Sa ri 


) 




patU we 

dhaivata and the dhaivata of Harikdmbhoji > 


the table the names 
below the names Kanakam- 


Thus we find in 


and so call it a janya 


Kanakahgi, etc 


i 


is Similarly we would try to see a similarity 


The list Kanakdmbari. etc. 
the Sahgrahacuddmani also, but 

considered as janya- 




found in 

there these rdga-s were 


* 


that of Kalydni in order to assign it to 


melddhikara or janaka - janyaraga. 


and not as 


rdga-s 
rdga-s . 
with sampurtja 


As stated frequently only raga - 

krama aroha and avaroha 


s 


If we make such family resemblances the 
basis for 


1 


considered lit to be 


were 


the notion of the unique 


doing justice to 


all other raga- s, being janya * 
is possible that the group of individual character 


-s, 


of a raga , which is an 


part of our concepiion of raga. 


Kanakdhgi , Ratndhgi. etc 


important 


rdga-s 

ing to the requisites of 

creations. 


« m 


f 


the logical derivative 




of a set of svara - s as in the Mela- janyaraga 


m 


system, does not present 


T. 


In the works which come after ' 1 ! 

find the concepts 

melakartd 


scheme, Mohana could be placed 


In thi 
under anyone 










*■ 


of the four 


sampr 
of janakardga ano 


» 


or 




* * 


a 


and the conditions originally laid 




p p 


* 


l without jeopardising its indi 


Mecakalyani 
vidua! character 


for melakartardga-s being mentioned as 

(see South Indian 


the 


since alt that this 


l 


is that all these 

and dha employed in 


cation implies 
incorporate the ri, ga 


s 


r 


Tats is the 


Music, Book III, ch. U, p- 30). 

system which is in operation 


It com- 


now. 


Nothing further is i 


re- 


Mohana. 


bines the mela-ianakaraga terminology of 


* 


the handling of svara or any other 


gardmg 


and the melakartd of 


Subbarama 

Govinda 


itar 


•L 


'he terms melddhikara and rdgd- 

Today it is 

lanyard ga of the San- 


* 


not much in use now. 
held that Bilahari is a, 

kardbharana janakardga instead of the Sah- 

The difficulties of such 


nga are 


nly purpose (application) of 


o 


the writing ot 


classification can be seen in 


system of notation em- 


notation. 


5 vara- s are 

ma, 


music 


la-janyardga system u> 

are seen 

to the classification of varja- 

svara - s 


in 


i 


f 






indicated by the 
pa. dha ni 


riy ga, 

of the variety oi'. 

The 


sa 


:ardga-jan vardga 


) 


the 


when we come 


1 


f 


f 


the rdga. 


are ri t ga, etc., occurring m 
^■variety of ri. ga, etc., taken is 

mentioning at the beginning of the notation 


rdga-s in which one or two 
omitted 


have to classify a 


Now when we 


* 


ini or Mohana, vve find 
that it has svara - s in common with inor^. 


t 


raga 


of the mela to which 


number or name 


the 


rdga belongs. 


Sampurna rdga ; so we seek the 


than one Krama 


29, 64 or 65, the 


t he 


is 


We try to 




other criteria of classification. 


C 


t 



* 


and earlier authors since, 

mere grouping o 


Venkatamakhi 

for them, mela was 

, and there was no question of 

In the Sangraha - 


Mohanam would be 


a 


the same. 


seven svara - s 
droha and avaroha in it. 


Another characteristic as 


there is no mention of homo- 
heterogeneity of 


A 


with melakartd, is 


modern 


since 


geneity of svara 
svara- s in droha and avaroha has not bee a 

A cursory survey of the 


-s 


Indian Music, 
umerated of 


7 


South 


In 


■ 


homogeneity 

Book III, cb. II, the feature en 

include 




the homogeneous coi 


* £ 


■ 


work does not bring to notice any janyardga 

meladhikara) 






s in both the 

and avarohana , i.e . the individual j vara 


character of the svara- 




» 


* 


contains 


(let alone a 


s 


m 


kinds of the same svara occurring in 


two 


r* a 


■ 


in 


being of the same k 
and descent. In other words, the notes 

, dha and ni arc not of one kind 


the droha and avaroha. 


have seen how laksana 


ri* ga> ma 

in the drohana and of a different 


To sum up 

travelled a 


we 




i 


m 


» 


Jr 


long way from the Mela-janya- 
of classification to the 

While it would not 

on the appro- 


m 


A 


ft 


the avarohana. 


vi 






rdga system 
rdga-janyardga system 


drohana anti avarohana 


sampurna- 


* 


melakartu because it takes one 


* 


* 


be proper to pass 


dhaivata (catuh-sruti) in the drohana 


9 


4 


priateness or 


and another kind of dhai 


■ 


pertinent to discriminate bet- 
the concepts of mela y melakartd- 


This condition mentioned by system, it is 


* i 


avarohana. 

Prof. P. Sambamoorthy is not met with in 
l he earlier works discussed above 
is no chance of it being mentioned by 


ween 


A 


dhikara and janyardga 


in various 


as 


* 


treatises 
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by 


The major cultural festival of the last 
quarter was the 

FESTIVAL 


Dhar of U.P., Smt. A mala Patkar 


c 


of 




arranged by the State Sangit 


* 


New Delhi, (Odissi), Manipuri dance by 
Preeti Patel and Shruthi Bannerjee of 


a 


Nritya Academy, avowedly on the lines of 


the * Khajuraho ’estival ’ in the North 


5 


three days during March. The South Zone 

collaborated 

venture, It attracted thousands of rural folk 
from the surrouading villages and towns 

9 

as they had not witnessed anything of this 

The pro- 
on an elevated 


some of the visiting artistes 

experience. Much credit 


were 


who pro- 


in this 


is due to the Academy, headed by noted 


Kathak exponent 


Mrs. Maya Rao, for the 


of this festival enjoyed by so 


success 


many. 


grammes, were 


Ram Navami Celebrations 


platform in front of the ancient temple of 
the Hoysala Empire days, with its archi- 
tectural beauty attracting tourists from all 
over the world. 


The usual Sri Rama Navami Music 


val season began 


even during the middle 


The sylvan sorrouadings 


of March and lasted till the Middle of 


to the overall experience. 


May with a delightful concert by Dr. Smt. 

as the finale. This 
year happened to be the Golden fubilee 
year of a pioneering institution, Viz., the 


A Colourful Festival 


morning and evening 
sessions to project young and old talents 


■ 


> 




* 


Bangalore, under 


in 


different fields 


■ 


Sri S. V. Narayanaswami Rao, its founder 

celebrated 




* 


artistes from outside the State. Hindusthani Secretary 


* 


f 


fi 


-vocal and instrumental 


grand scale with a s '0-day series o 


re- 


on a 


citals, Sugam Sangita Programmes, Bhara- 


music concerts by almost all top artistes 


thanatyam and Kathak Dances, Harikatha 


ni and Carnataki systems 


opportunities to 


To refer provi 
only, the famous dancer 




* 


artistes also-both local and visiting 


inaugurated on the 2 J th of 


Bali attracted the largest 


was 




crowd-Rural 

expectations 


the President of India 


and Urban — rising 


to their 


* 


■ 


Northern extensions 


tutions in 
Bangalore-: 
thi and the Sri Rajarajeswari 


oi her great terpsichorean 

Kashinatha Bodas from U. P 

(Hindusthani-vocal, Kathak 


* 


* 


ripuram Ramotsava 


I 


I 


i 


recital by Sint. 
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at the Chowdiah Memorial audU 


was held 


celebrated this festival on 
Seshadripu 1 1,1 ' 1 

Sri Shankara iayan 


a 


Trust also 

grand scale i 
swaram extensions* 


tonum 


by Sri K. K. Murthi, the President 




tii endowed 

ic of the Academy of Music 


in memory of 


father late Sri K. Puttu Rao, a great 


vvas another occasion c 

festivals by Sri fya 


garaja Gana Sabha and his 

authi Samithi. The Indian 


con ferred on 


of music, was 

iTist Padma Sri Umayalpuram 

S3 


connoisseur 


noted mridan 


of World Culture had 

* days with i 


a purse 
a citation and the 


Institute 

‘Great Composers 
lectures by different musicians. 


Sic was 

of Rs. 7 ,000, a shawl 


illustrated Sivaraman. 


title 


veena recital by Sri Cbitti- 


followed by a 

The academic sessions nnd music 


Music Workshop 


programmes were 

days at the 
i State Youth Centre. 


The Bharathiya Vidya Bhavan has 

Music Workshops 


* Yavanika’ auditorium of the 


specialising in arranging 
and had arranged for Dr. M. Balamural 1 
•crihh oa and Sri T. K. Govinda Rao to 

conduct two workshops, which meant in 


Laya Gnana 


on ‘ Aspects of Laya * 
K. Gunda Jois, a scholar, speak about 
Tala Prasthara Krama 1 detailed in the 

manuscripts preserved 

in the Keladi museum. S. N Chandra- 

music and dance critic. 


The symposium 


the case of the former-teaching some corn- 

batch of about 100 saw 

the case of the 


positions of his to a 
men and women and in 


well known krithis oi the 


latter, some 
Tnoity. But whether these satisfy the re- 
quirements of a ( WORKSHOP * is a moot 


pointed out that there can be no ‘ Dance 
celebration of the without * Laya gnana ’ and ‘ Laya Matha- 

should be the slogan for 
Company of India had arranged a special all dancers. D.B. Harindra, a senior Hindu- 

gave a lecture-demonstra- 
tion on the use of * Laya Gnana * in Hindu- 

any external show of 


point. The Bhavan continued to arrange 


. The Gramophone Bhava pitha 


function for the release oi a cassette and 


sthani vocalist, 


L. P. Record of * New Classicals ’ rendered 

Some com- 


sthani music, without 


tala intricacies 


by the singer, leaving it as 


father Sri H. \ . Sharada Prasad, who re- 
cently retired as Press Secretary to the 
Prime Minister of India, 
this casette, 


He de 


monstrated this by singing in slow, middle 


were included in 


with a Tabalji to accom- 


Prof. S. K. Ra nachandra Rao, 

scholar, summed up these 

the place 

in every aspect of human acti- 


another eminent 


Palghat Marti Iyer Remembered 

The Percussive Art Centre, established 

eight years ago in memory of the Mridan- 
g*m wizard, Sri Palghat Mani Iyer, held its 

seventh annual festival for five days from 

4he 31st of May. The inaugural function 


ideas in his presidential talk about 


vities 


Sivaraman's Lec-dem 

gave a 

on mridangam-playing and. 
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bow one could become Kudanthai S. fayaraman gave a concert of 


on 


at 


poke 




in this art to suit the special 


t 


P r 


and classical mouth and hands with conventional local 


of Harikatba, Dance 


accompanists was admirable and duly ap- 

There was 




M. Sundaram, Musicologist from 


B, 


■ 


a flute recital by 


read a paper on Laya 


A.LR 


* 


* 


B. N. Suresh and party, as well as a Hindu- 


* 


iq general and Jalatharangan 


in 


citing stham-Carnataki Jugalbandhi * by 


, tracing their 


■ 


pa 


leading exponents like Torvi and R. S. 


. Much credit 




of some 
Chetty and Anayarapatti Subba 

followed by a Jalatharan- 


the names 


organising ability of the 


Exe 


is due to the 


* 


This was 
recital by Anayampatti Ganesan of 

with violin and ten 


Iyer. 

gam 

Pondicherry A. I. R 


and his colleagues for the success of this 


festival but the audience response was not 




* 


commensurate with the efforts put in. 




the * 


* 


artistes of Bangalore. Veteran 


troupe, young 


. Venkatararn, Executive Direc- 


Dance Camp 


of the Art Centre, also partici 


in 


tor 




In the wake of the workshops on Music 


Gettu ’ vadyam 


i 


on 




this programme 


the Gandharva Vidya Niketan headed by 

wife of Dr. Jeevaraj 


exhibitions 




» 


type percussion 


<5 


* Sawal-jawab 


Mrs. Nandini 


va, 


by the participants, 


the Minister for Higher Education in 






special solo turn- 


* 


a 


* 


* Bharathiva 


Karnataka had arranged a 




Sri Komal Natya 

Dr. Padma 


the concluding day, Padma 


On 


Subrahmaoyam of Nrityodaya, 




delivered the 


from Rajasthan 




Kothari 
Palghat 
* Indian 


It was co-sponsored by the South 




ras. 


memorial lecture on 




This five-day camp 


Zone Cultural Centre 






He 




Tala heritage and folk art . 

instruments used saw 




and women 

of Bharathanatyam 


trainees, men 


some 50 

- learn the intricacies 

with reference to the rules 




detailed the percussion 




religious 


in Rajasthan-essentially 

and referred to in texts of the 13-14th 




in 


■ 


tions 
centuries 


+ 


The effective manner in 


* 


* 


I 
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Book Reviwes 


S. Theodore Baskaran. The Message Baskaran has availed himself of early 
Bearers : The Nationalist Politics and the South Indian film archives to 


determine 


Entertainment Media 


in South India 1880- 


just how 


far cinema reflected the popular 


1945. 

60 rupees. 


Madras Cre-A., 1981, 203 pages 


* 


and historical happening 
time. The result is 




s of the 


* 




, a useful 

to the reconstruction of 


contribution 


S. T. Baskaran, in The Message Bearers , 
provides a useful historical 


a 


represented by a few major 


survey of the 
interplay between politics and popular arts 


such as 


names 


Patel 


« 


f 


* 


plays, songs and films — during the 


years j D orms 


US of dynamic communicators of 

we e active and quite signi- 
own ways. 


from 1880 to the 






sorts 


ing this time that Indian nationalist 


was 


in 


self-consciousness 


3 


participated more and 


more 


Wit' in twenty 
the cinema 


* of its appearance i 


processes, and held high offices 


yea! 


in 


during this time, unprecedented 


had grown into 


tlie single 


mass media 


burgeoned and brought 


i form i 


m India, 

music, drama, dance, lives of 
history, etc 


the millions 


en- 


a 


common fare o information and 
ment through daily 

grams, recorded 


am use - 

pro- 


saints, 


During this 


■71 


of 


accelerated change and of 


out 


films. 


s potential for 


concert, British 




censorship, 
sensitive 


concerned about topi 


cs too 


Baskaran demonstrates i 

how popular theatre 
the rise 

how popular 

disobedience 


f £ 


i y 


for 


in one chapter 

contributed greatly 

ism, and i 


group or another, 

tough 


to 


of nationali 


issues, and led to 

song 

as one on the 
did play in the 


in anot her 


pre- 


dominant! 
A chapter 






y escapist celluloid 


'he civil 




movement. 

soog and comedy should not be under 

for'S in , the Pr ° CeSS ° f P“ blic opinion 
rotation. Important performers and their 

ZLT ^ f ° rg0t,en " 0W - but a t th 

time of thetr appearance they excited 

political activjsm^^^H M I 


i 


The 


on 


as 


9 


! that films 


nationalist struggle for Indian 








background 


infor- 


mation. 




enough 


What the 


to be 

ous by the authorities, 
being banned only 

lustre 


considered danger- 
imprisonment 

gave them 




generally means 


by 




South India 


f 


* 


is 


and 


country, although 


some attention i 


stage 


and brief 




# 


mentions of other 

If Ih 


regional forms 


of 


expression. 


^ve any other quarrel 


with the book, it is the slighting of some 


developments in 


the written Tamil 


e 


aspects of “ popular entertainment 


>3 


Appendix contains examples of popular 

script. 


also live components of the time. For I 


i- 


were 
example, the 


in 


* i 


* 


and glossary are filled with useful details. 


who became a representative of indigenous 


genius, a symbol oi nationalist 




The creative 


it 


!» 


9 


Hinduism, around 1930 especially, are not 

It is true the music is in 


songs of humour and hope, and plays and 




a 


H 


speaking to the Indian peoples* 


even 


« 


the traditional Karnataka or 


classical South 


awareness 


transition 






* 




Indian style, but the performance was also at the 
popular 

Ing point for patriots of both Tamil Nadu serving the old India of regional languages 

and customs, a 1 so gave news of a different 


level of everyday common 
popular arts, using and 


* 




entertainment of the times 


a rally- 


so pre- 


9 


At least a brief mention 


and 


would seem to be in order. 


They delivered powerful glimpses 


of a modern post-colonial India before it 
saw the light of day. 


The introduction by historian Christo- 


pher Baker of Gueens College, Cambridge, 


William J. Jackson 


provides an overview of some historical 


aspects of the period, including modern 


i 
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fc-M 




if 
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WITH BEST COMPLIMENTS FROM : 


CLEARING SERVICES 


VIJAYA 


• LTD. 


Vaju Kotak Road 
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SCHOLARSHIPS AWARDED TO THE STUDENTS OF THE 
SABHA’S SANGEETHA VIDYALAYA FOR THE YEAR 1987—88 


RECIPIENTS 

Kasturi Rangan, who is a 

Shanmukha Sangeeta Mani and 

appearing this year for the 

in Music (KVC) Exami- 
nation oS Bombay University. 


ENDOWMENT 


Music Endowment 


S. K: Paul Memorial 
Rs. 550/- Scholarship 


1 . 




2 . Madhugiri Shanthveer Parvatamma 


Vocal— Kum. N. Radhika 

Vecna — Kum. B. Priya 


Veena, Violin and Mridangam, each 
carrying Rs. 3u0/- 


Master K. Kumar. 


3. Lakshmi Easwer Scholarship i 


in Vocal 
carrying Rs. 250/- each 


Vocal-Kum. Rupa Ramakrishnan 


. B. Gayatri. 


4. Radhika Ganapathi Endowment 
Tiruchi Swarainatha Iyer Endowment 

Rs. 200/- in Vocal, 


and 


Kum. S. Seetha. 


5. Hem a Mai ini Endowment of Rs j oOO/- 

in shared by two students 
Rs. 50 0/- each. 


Kum, Arana Venugopal 


Kum, Shanti Jayaraman. 


b. Lai it ha Gurunadh 
Scholarship i 




Kum. K, Sailatha 




Rs. 110/- 


s 


wami 
ip to a 


Endowment Scholarshi 


Maater Madhav Rao 


student in 


Mridangam, 
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resonance and regailty 


its 




from doyens 

Semmangudi and 

varied from simple by 

including 


rendered 
the only composition in 
Rupakain and may oe attributed 

innovative spirit of the 




and recorded excerpts 
like Musiri, Ariyakudi 


t II 


« i 


IS 


others. The expositions 

to co 


iChaoda 


Geetham 

hymns, Padams, Javalis 

Talas as intricate as 

Adi. Each was a 


to the 

as the composer. 


. Tillanas and m 

IP 

Simhanandana 


gem witn its 

D 


the vistas the Raga opens up 
of Sruti Beda, the modal 
. vvere intelligently demon- 

P 

the Veena by Mangalam Mulhu- 
statfer of the Sabha’s Sangeetha 


c ommon 
own sheen. 


The scope 


on 


the known and rare compositions shift of tonic 

be made of strated on 


Among 

presented live, mention must 

DKP’s renderiog ot 
Sahityakale ” composed by the speaker 

the Raga, its notes and 


Sarasa 


it 


Vidyalaya. The ensemble was i 


as 


Kumar (Violin) 


accompanied by K 
and Padmanabhan (Mridangam). 


an invocation to 
nuances and to 


the Musical Trinity who 


S. R. 




Cultural 


in 


hampered the melody and tonal quality of 


ot the fair sex deminated the 


Musicians 

musical scene during March and they gave 
fine account of themselves. To begin 


K. Usha and Trichur Naren- 


their concert. 


dran gave fine support on the violin and 




Mridangam respectively. On the following 


the vocal duet (March 12) at the 


with. 


evening Geeta Raja gave a vocal recital 


Shanmukhanaoda Sangeetha Sabha by 


in which u Dayajudavela 

and “ Himachala 


1 1 


C. Saroja and C. Lalitha, popularly known 
as the Bombay Sisters, was impressive by 
all accounts. The opening Varnam in 
Dhanyasi, “ Nikila ”, 

Guru T, K. Govinda Rao, made an arrest- 
ing start, with its tempo setting the pace for 




Bhairavi) 

stood out as the best. Her Varali too, was 


composed by their good 


Amritothsav 


It was a unique way of celebrating the 


the evening's performance. 


Swati Tirunal’s 


Amritosthsav, A violin jugalbandi by 
T. N. Krishnan and Dr. N. Rajam and a 
vocal recital by D. K. Pattammal. The 
jugalbandi was an 

of understanding and appreciation they 
displayed lor each other's style was ex- 
emplary. 


££ 


Poorvikalyani essayed by Lalitha and 


Saroja’s Kambhoji and 


the kriti 


O 


ti 


. The spirit 


Rangasayee made a deep impression. 
However the neglect of the Niraval aspect 
was felt, all the more when one considered 


their association with the Musiri school 

9 


the forte of which is Niraval 


They could 


Hailing from * giant ’ families of percus- 


inlso curb theii ‘ loudness' in singing which si 


the accompanists, T. R. Rajamani, 


40 


the son of the late Palgbat Mani Iyer) 


i w 


on 


Joshi who is i 




the Mridangam and Fazal Quereshi, (son sixties, srems to go 

with each recital 
his powerful 


of the great Alla Rakha) rn 


.1 \he vigour and zest of 

its malleability spell- 

a Khayal 


the Tabla 


voice 

the audience. 

in Behag Vilambit set to Trital 


> 


DKP’s was a vintage concert. 


She ren 


5 


ed the Raga with 
in Jogia (*' Piya Mil 
And his famous bhajan i 


dered a good assortment of the old favour 
tes like 


an 


Thumri 
as bewitching 

airavi (“ J 0 

PBts blend of 
ious fervour 


* 


i • 


an 


w 


Sri Rama Padama 


it 


(Amrita 


« t 


Vahini) 

Gana Sabhaiyil 


t£ Nidhichala Sukhama ” (Kalyani) 


ft 


ie 


■ - 1 






y 


melodic flavour and religi 

soul-stirring. 


t * 


(Saranga) 




£< 






Santanam 


laya 


and sruti purity. 


gnana 

Susheela Raman gave her vocal 


* 






support, 


* 




gap gave a concert at the 


Mysore Manjunath played delectably 


on 


Sabha, in which 


4 £ 


iruha 




the violin. 


T.A.S. Mani (Mridangam) and 


(Pantuvara'i ). 


Ekambresha 
and 


< C 


Navaki 

■r 

O Rangasayee 




K. A. Rajagopal (Ghatam) provi 


ded good (Shanmukhapriva) 


ft 


it 


(Kamboji) built up 


a musical atmosphere. 


percussion support. 

Sudha Ragunathao 


The pallavi in Saveri was a simple and 


neat 


presentation. 


Smt 


music was 


Santbanam's lighter pieces 
Neerajadalanavana, 

Manave Mantralava 


backed by a melliflous 


voice, poise and a 

Eva rani 

i Pan- 
(Shankara- 
out the best in her 




1 1 


■- 


t< 


» t 


era 


* 


fine assortment of items 




c t 


tt 




et 


were a feast 


■* 


Rashavendra ” in Misra S va- 
ranjani and ■* Govinda Ninna 
Purandaradasa songs, were 
a rare feeline. 


£ £ 


£ t 


* * 


/ ? 


’ I 


both 


tuvarali), 
bbaranam) brought 


* i 




* J 


* 


were neatly geared. 


Nedunuri Krishnamurthv 


* 


The Ragam, Tanam, Pallavi in Shanmukha- 
priya set to Tisra Nata Adi talam was an 
erudite and a neat exercise, which clearly 


On May 1 Sri Nedunuri Krishnamurthy 


of himself in 
Bhakta Rasika Ranjani Sabhn, at Anu- 

r. This place has a chatm 
of its own. The environment draws our 
the best from an artist. He is enabled to 

a musical dialogue with the 


exemplary account 


an 


indicated her grasp of laya 


The lighter shakti 


■ 


pieces like “ Om Namo Narayana 




( 


Ranjani) and a Namdeo Abhang (“ Majhe 


audi- 


Manuradha Purna Kari deva ”) lent flavour 
to the concert. 


ence. 


Ramanipai ' 


Charitodi. 


j » 


a ram). 


it 


C i 


Twin Concept : Business and Music 


(Todi) 

a fine corpus of feeling 


v v 


' % 


t 


il 


e 


p 


1 1 


< 


constitute^! 


Shriram Group of Companies 

a twin concert 


'I he 


organ is 


music by Shri 


His 


Lalgudi Jayaraman and Bhimseri Joshi, 

of their 


were excellent. His pallavi in Tisra Triputa 


£ ( 




ay 


Talam (Kanda Nadai) in Pegada was neat. 


Bombay Office at Shanmukhai 


land a Hall 


“ Gayati 
were the lift in p light 


* 1 


His famous “ Emayya Rama 


played Hindolam in his best 


r\ 


1 * 


t 


m 


i 


t 


ct 


style. Dikshitar s 


*w 


« c 


1 9 




pleasing to the car. 


Kalyani vibrated 
tunefully at the hands of G.J.R, KrishnH 


4 


L 


/\nnas a 


an. 


Vellore Ramabhadran 


Mridangam seemed a 


supplied fitting ; 


CD- 


% 


J 
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By 


SR (NIVAS AN, B.Sc. 


P. K. S 
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The Hindustan Sugar Mills Limited 
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MANUFACTURERS OF : 

WHITE CRYSTAL SUGAR 

PORTLAND CEMENT 
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SUGAR MILLS AT : 


FACTORY -. 


GOLAGOKARANNATH (U.P.) 


UDAIPUR CEMENT WO 
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P.O. Bajaj Nagar 
Udaipur, Rajastb 
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Absolute Alcohol & lad Alcohol 
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Distillery at Golagokaranaath 
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BAJAJ BHAVHN, 2nd FLOOR, 
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